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Abstract 
This article focuses on finding new bases for Finnish school music education. It outlines current music education and 
points out difficulties that are caused by rapid changes in music culture. Due to these changes, Finnish music 
curriculum must find new starting points.  
 
We explore the main ideas about music education and compare them to each other through the historical 
development. The conclusions suggest that music education today should be built on music making and listening. It 
can no longer be based on traditional frames because it is not familiar to children of today. Music education should be 
based on research and new ways of teaching and learning musical skills and knowledge should guide its practice.  
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1. Introduction 
The definition of education has often been based on the idea, that it is target-oriented achievement 
which aims to effect changes in the individual who is being educated. The achieved changes are usually 
based on musical experiences and they should be relatively permanent changes of behavior. It is also 
commonly believed, that these changes may occur in so called potentials which appear behind the 
behavior (knowledge, skills and emotional reactions) wherefrom they may begin to take effect 
immediately or later in the behavior. Regelski (1981; 1996; 1998) also attaches to these the built-in theme 
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of the school institution that is adequate in western democracies: music education should help pupils to 
find their own values and ways of action, to reach independence and freedom as individuals. This point of 
view is reflected especially in the underlining of individuality that is typical in western, Anglo-American 
countries.    
When we consider the emphasis of this viewpoint (concerning Finnish schools), it is necessary to 
explore the special features, which Finnish tradition in actions and conventions has for decades achieved 
and try to find the good and bad sides from it. The history of Finnish school music education is not 
overall very complimentary. There have been many points of contention between music educators. There 
have been contradictions about how and what to teach. Sometimes the contents of the curriculum have 
been too tightly regulated; school music books have been too one-sided and difficulties in renewing the 
curriculum are still reflected in the production of school music books today. This list could easily go even 
further: music (in those days it was called singing) as a school subject was in the 1940s and 1950s one of 
the least popular school subjects (Halila, 1949, 186). There were several reasons for the lack of 
popularity: the singing material (songs), the ways of teaching, the aims, the teaching of music theory, and 
the conceptions of musical talent and its development. 
No one has, so far, been able to develop a general, widely accepted consistent theory of music 
education, although some steps have been taken through exploring the joint effects of different theories of 
teaching, learning and motivation together with orientation (Juvonen, 2000; Anttila, 2000; Juvonen & 
Anttila, 2000; Anttila & Juvonen, 2002). In music education, the starting point has been the essence of 
music itself, and its significance and meanings to human beings. From these concepts we can easily open 
the basic questions: what is music education, and what should the relationship between music education 
and general education be? 
In the public debate about music education, everyone seems to have an opinion. Some have a positive 
and some negative point of view, depending on their own experiences in school music lessons, their 
music self-conception or perhaps of experiences in music as a hobby outside school. It is reasonable to 
ask, if these perceptions should determine the aims of music education. Undoubtedly observing music 
education at school today will offer more or less adequate information of what music education is at the 
present; this information could be used when music education is developed for the future.  
The usefulness of music education has also been explored during recent decades and the results have 
been different, depending on the point of view of the researcher. The speculation about the genuine 
essence of music education leads us, in any case, to the deepest levels of being human beings: knowing, 
feeling, understanding significances and meanings, thinking, learning and teaching, acting and believing. 
All this takes place in successful music education. It is easy to see that music education is closely 
connected to human life on an individual level, a public cultural life level, but also the professional level 
of the music teachers and students. Thus, music education collects significance and substance meanings 
as a part of general education achievement. The deepest essence of music education is always in direct 
say that music has an important role in human achievements and everyday life. All over the world, no 
matter the structure of society or stage of development, people spend a lot of time listening to music, 
playing musical instruments, performing, rearranging, producing and listening to live music. Great 
amounts of money are used to buy instruments, recordings and tickets to concerts. Dancing, singing and 
producing new melodies is common to all people around the world and the number of music enthusiasts 
can be counted in the hundreds of millions. There are billions of passive listeners. In any case, music 
competes successfully with several of the most popular sports (football, basketball, ice-hockey, baseball, 
etc.) as a form of leisure entertainment and form of personal enrichment. 
When the reasons for people spending substantial sums of money and mental energy on music are 
explored, the ideas of David J. Elliott (1995, 113-115) seem to bear some weight as he writes that it is a 
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matter of increasing self-assertion and self-knowledge through investing energy, time and economic 
resources in something other than activities of biological or social survival. Regelski (1996, 25-27) points 
out, that artistic experiences are sought because they offer emotional enjoyment and experiences.  It 
seems obvious that the arts and skill subjects at school offer certain kinds of achievement which cannot be 
reached in academic subjects. Arts and skill education have therapeutic effects and 
giving them a sense of well-being at school. We purposely mention artistic enjoyment when discussing 
music, because we think that the discussion about aesthetic experience needs new consideration and 
definitions of concepts as well as music education. Why would a rock-concert experience not be an 
aesthetic experience?  
For centuries, people have tried to explain the meanings of different arts for people. Undoubtedly, 
there are several explanations, but one of the most important is, that art however it may be defined  
separates living from merely existing. The difference between human beings and animals is best seen in 
-based exi potentially rich and meaningful life based 
on making decisions and choices. It is natural for a human being to look for happiness, enjoyment and 
satisfaction in his or her achievements as he or she joins emotional experiences in auditory, visual and 
other experiences forming from them different meanings and significances. Elliott (1995) bases his ideas 
on Csikszentmihalyi (1990) and Dennett (1991) who refer to the flow-experience, which according to 
Dewey (see Dewey, MW., LW.) is closely related to aesthetic experience. According to Reimer (1989, 
73-93), the arts offer the most potential to structure the world and ourselves non-conceptually. The 
Human species is the only one able to engage in implicit learning in addition to explicit learning. This 
means making individual choices, decisions and efforts when trying to learn. This way of learning is 
traditionally connected to different teaching and learning institutions and it also is closely connected to 
implicit learning.  
Throughout the history, music has been present in one way or the other, a fact that can be verified 
through the pictures and writings of old civilizations. The meaning of music has also changed according 
to historical development, but it has always been significant for people and culture. The meanings of 
music are of course different when we discuss about primitive societies or highly developed cultures. In 
any case, musical interest has been wide and deep, and each individual has some relationship with music. 
The connection of music learning and enculturation processes, which take place in socialization where we 
learn the values and ways of action in the society are obvious. More or less coincidental stimuli from the 
environment begin to develop a system of auditory schemes, which later leads to development of music 
taste that is controlled by musical preferences and rejections. (Karttunen, 1990.) This cultural 
socialization processes should be supplied by school music education not only by taking advantage of 
inductively developing education, but also through offering widening new stimuli and deepening the level 
of understanding to the conceptual area of knowledge. This is the core essence and idea of school music 
education today.     
The problems in  music education have been caused by the quick development of music 
culture, its genres and conventions: the products and multiple distribution channels have made traditional 
methods and principles of music teaching old-fashioned and impractical. The aesthetic backbone of 
traditional music education has also lost its importance as the genres of music have exponentially 
widened. New starting points are needed to replace the traditional ways of thinking, and they should be 
more comprehensive and wide-ranging so that they are ready and competent to deal with all kinds of 
music styles and genres, not considering any style better than another on the basis of more or less abstract 
historic developmental, aesthetic or other invisible values.      
The traditional starting points of music education have been unchangeable through centuries in the 
field of classical music, but our music culture has changed a lot during the cultural developmental 
processes. Thus, our musical surroundings have changed by amount and quality, which makes the 
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updating of the basics of music education philosophy, its conventions, methods and aims necessary. This 
especially means updating the philosophical backbone of music education, not just changing the methods 
of individual music teachers. 
One of the aims of music education has been defining different concepts and trying to make the pupils 
think more conceptually and use their knowledge and musical skills on a more abstract level. This task, 
which is strongly based on explicit learning, has been widely underlined in Finnish music education. This 
has also been the reason why music was one of the least popular school subjects in 1940s and 1950s 
(Halila, 1949, 186).  Both aesthetic and praxial music education philosophies agree on the fact that music 
increasing the self-knowledge. What these conceptions represent depends strongly on the current idea of 
man and conceptions of teaching and learning. 
Many music education researchers (f.e. Regelski, Swanwick) agree that in music knowledge and 
emotion meet each other. Different philosophies underline musical experience differently. Different 
music educational philosophies interpret musical knowledge using their own concepts and terms as they 
itemize the stages of musical knowledge, sometimes ending in layered models. What is common to all 
these, is that music is seen as a multiform phenomenon. The natural scientific idea of humans behind the 
learning conception is seen unstable when discussing meanings and stages of effects in music. 
The conception of art, as well as the conception of music, tends to guide the meanings and significance 
of helping terms as they are built. Therefore, music concepts based on different philosophies include 
similarities and differences of substance and meaning. Music education also has several stages (or stages 
of knowledge) depending on the starting point of music education concepts. These levels are the 
following: 1) Education in music (meaning school music education, learning to sing songs and play 
musical instruments and listening to music); 2) Education about music (learning conceptual or verbal 
knowledge about music (music history, music theory); 3) Education for music (teaching instrument 
playing or singing aiming to become a professional musician, composer, critic, music history teacher, 
researcher or teacher), and 4) Education by means of music (using music to reach some other aims in 
some educational area (mental health, economics) 
If we highlight the concepts of music education, we can find one more point of view: when music 
education becomes a lifelong career and financial resource, music education becomes a professional 
achievement that includes all the stages mastered professionally. When we explore music educational 
approaches, we should always consider music as the most important starting point without music we 
cannot speak about music education  and not mere education. From this point of view, teaching music as 
a school subject cannot be compared to mathematics or other natural sciences without focusing on its 
special substance, nature and significance. Sometimes we should also ask the question: What other 
subjects we can teach better using music (Honkanen, 2001, 4). This question is based only on the fourth 
level of those previously mentioned where music is only seen as an instrument helping other aims and 
subjects.  
Swanwick (1994, 14-18) uses different concepts as he speaks about musical knowing and knowledge 
ltilevel quality. Propositional knowledge means knowledge about music. He also defines 
last term means that the interpreter (also the listener) understands musical communication. Swanwick also 
mentions that our relationship to music includes our attitudes (affective horizon), which is connected to 
our background (age, gender, cultural background, experiences, etc.) The principled division of musical 
knowledge 
idea. He also divides acquaintance knowledge according to materials (knowing how) form and expression 
er is the most valuable as it expresses 
the deepest musical experiences (Swanwick, 1994, 25). 
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Elliott (1995, 60-68) separates musical knowledge into formal knowledge, informal knowledge, 
impressionistic knowledge and supervisory knowledge. The variety of terminology is embarrassingly 
wide. Formal knowledge includes knowledge about music history and theory, verbal knowledge includes 
concepts, descriptions and theories. Informal knowledge consists of everyday knowledge of a musical 
phenomenon that has been tested in real life. Impressionistic knowledge could be seen almost as a 
synonym for intuition; music requires intuitive knowledge about different expressive choices and 
decisions about interpretations. Supervisory knowledge means meta-cognitive knowledge about different 
musical decisions and interpretations. Music conceptions are multiple and partly overlapping, depending 
on the basic philosophy behind the thinking. In many cases, these conceptions are talking about the same 
substance, but they also concepts differ somehow from each other, because of different points of view. 
This phenomenon is quite familiar in the field of general education and it also seems to cause confusion 
and misunderstandings outside music education. For similar reasons, building up a general unified theory 
of music education (teaching and learning music) is difficult; it is especially challenging to put together 
separate, functional theories. The described stages and theories of musical knowledge and music 
educational knowledge and their substances form a complex and multifaceted grid; some complete each 
other, while some contradict each other. 
Depending on the aims of education, we move between different levels and stages when trying to 
reach them. These aims are presented in curricula. Behind a curriculum, there is always some basic idea 
of man that serves as essential base. Many researchers have been exploring curriculum and building it 
from this point of view (see Patrikainen, 1999; Heinonen, 1989; Rauhala, 1983, 1989, 1990). 
When we explore the basics of music education, it may lead us on different paths from the beginnings 
philosophical thinking. Undoubtedly, many of the tasks mentioned earlier truly function behind all 
educational achievement, but in this article, we try to get closer to reality, and that is why we leave the 
philosophical point of view outside our focus. On a practical level the ethical and moral questions are 
reflected in decision making when we have to decide between teaching a large group some music 
education, or teaching a small group a lot of music education. Basically the question is: Do we want to 
offer all pupils an opportunity to enjoy the world of music (aiming to find a good and happy life), or do 
we focus on those pupils who seem to have better preconditions, abilities and potential to go far in the 
field of music? It is easy to see, that throughout the whole history of the Finnish music education 
curriculum for schools this has been one of the most difficult questions to solve, and the result has been 
that sometimes courses were staged  and sometimes not.  
According to Regelski (1981, 31-34), music education aims to offer more musical experiences and 
widen the musical experiences which a child receives at home and in society. Music expresses something 
essential from life; it makes us sense, think and recognize it. Music learning is always a phenomenon 
controlled by society, where children are socialized to the surrounding music through growing up in their 
families. These enculturation and learning processes are partly implicit, spontaneous and subconscious 
and take place through growth and socialization processes in the same way as does language learning.  
Regelski (1998, 25-29) sees that the possibility to have an effect on pupils through music education is 
based on the natural interest that children and youngsters have towards music. He sees music as a very 
personal phenomenon that does not contain the possibility of failure. Regelski underlines that any music 
is good music as people make and create music all over the world. He does not see any hierarchies of 
different musical styles, but rather highlights the importance and significance of music making and music 
education. Such education might lead pupils to think that music can be a hobby producing enjoyment for 
the whole lifetime. This point of view offers music teachers a healthy starting point to many different 
music cultures. It leans strongly to autonomic music conception, which is quite suitable because it does 
not put music styles in a hierarchic ranking.   
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2. New starting points for music education 
In praxial music education, the starting points are based on two natural essentials: 1) the features and 
nature of music education are in direct connection to the essence of music itself, and 2) The significance 
of music education is connected to the meaning of music in human life. (Elliott 1995.) Through this 
approach, the deepest idea of music education can be explored through research of the meanings and 
significance of music. If educators succeed in this, they can fairly understand the essence of music 
education. While exploring these starting points, music teaching must not be seen as one unified field. 
The teaching at music schools and conservatoires is quite different from school music teaching in the 
teaching methods and aims of the curriculum. Special music classes compared to normal classroom work 
affects quantity, quality and methods of music teac
different class levels are discussed, developmental tasks are bound to curriculum. They change the aims 
of teaching which cannot be bound together in a general presentation.   
The problems presented have been addressed before, resulting in a variety of definitions of music and 
musical reality that have not taken music education far in practice. Traditional music research methods 
have not been able to define music education. Although a definition of music could also include 
purposely planned melody, harmony, sound, texture and rhythm, it would not be sufficient or complete 
either. Melody and harmony may be typical elements of music, but they are not necessary for all music. If 
we fulfill the definition supposing that music is humanly organized voice which is able to raise emotions 
and feelings, it is easy to show that many other auditory stimuli are also humanly organized and raise 
emotions (weeping, shouts of horror, laughter). This shows us that raising and expressing emotions is not 
a sufficient definition of music.  
In addition to earlier definition attempts, there is the aesthetic point of view in music definition, which 
has strongly affected the development and historical lines of school music education globally. Although 
aesthetics is considered the philosophical scientific research of beauty, it has originally had a much wider 
meaning that dates to the time of Plato. Since then, Baumgarten (1714-1762), Shaftesbury (1671-1713), 
Hutcheson (1694-1746) and several other philosophers have developed the originally Greek ideas. 
Through defining aesthetic experience, aesthetic objects, aesthetic qualities and aesthetic understanding of 
the fine arts (including music) were separated from their original connections with moral, social, 
religious, political, and individual practices and they were put in a position and source of aesthetic 
observation, exploration and experiencing. (Bowman 11991, 41-59.) 
The same development led to instrumental music becoming the main source of highest truth, purest 
nobility and beauty as it was separated from the practical connection of words. Instrumental music was 
seen (like the other fine arts) as a goal in itself, not as a medium of reaching some goals. A single piece of 
music art was separated from physical or performance connections to real life and it was put into the 
fictive framework of ideal world apart from reality. To the aesthetic point of view, it is typical to bend 
axioms about an aesthetic object, aesthetic evaluation and distinction abilities, aesthetic experiences and 
values in connection to their natural consequences. They represent conceptions of fine arts (and music) 
good artistic taste, aesthetic atmosphere or emotional stage, expertise in artistic criticism and the idea of 
an independent piece of art, as an artistic object. (Alperson, 1991, 215-242.) 
Regelski (1996, 26-32) defines music as a personal phenomenon in which silence and voice alternate 
and are humanly organized for certain, individual purposes. This means that music is defined depending 
interaction. Music, the musical praxis, always includes other purposes and aims in addition to the musical 
ones. These purposes are social, cultural and intellectual and they bind all means of acting and targets 
together. Regelski considers musical behaviors to be goals that can be achieved in music education. 
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According to him, the verbal knowledge is forgotten over time, but the practical processes remain in the 
memory and bring happiness throughout life (Regelski, 1981, 26-32).   
A music teacher has the responsibility of offering all pupils the possibility to make a creative 
connection with music respecting all different music cultures of the world. When we look at the attempts 
to define music itself, we notice the vast scope of the task for every teacher, as he/she tries to find the best 
and most suitable definition of music. Maybe the starting point for the definitions have been false; 
researchers have tried to define and describe the broad and varied field of music instead of defining 
partial sectors of it in the framework needed in different situations. For example, a teacher may begin 
with an autonomic music conception without hierarchic groupings according to style or genre. All 
traditional trailblazers 
music culture, starting from the familiar and proceeding towards the unknown. Multicultural reality, 
knowledge and respect of foreign cultures, a broad musical worldview and musical knowledge are also 
reflected in different music philosophies. How would it be possible to realize these noble principles in the 
process of music education? 
If we imagine that we could find agreement on the deepest essence of music itself, it is probable that 
we would end in a game describing music verbally far away from reality; the same way as talking about 
jazz differs from the music played. In general, definitions of music research do not cover all that is 
automatically considered as music. This is typical as it refers to one of the sore points of music education 
today: what is the musical reality in which a child in the world today lives? What does it include and what 
kind of variation is there inside one generation? It seems impossible to create a general all-purpose 
definition of music to form a basis for all music education. Throughout history it seems to have failed 
every time. We should start from the point of view of research which would not discuss values of 
different music styles compared to each other, but rather concentrate on practical value and values rising 
from the framework of the real-life situation.  
3. Conclusion 
One starting point in research based music education could be praxial music education philosophy, 
which seems to represent autonomic music conception in a liberal way where all musical flowers will 
have the possibility to bloom. If the starting point for all music education would be taken from a praxial 
point of view, at least two questions could be solved through research: 1) what is music and its essence in 
Finland today? We also need more information on the significance and meaning of music; 2) what is the 
significance and meaning of music for children at different developmental stages of their life? Here, the 
point of view could be found from orientation research, general music orientation or specific music 
orientation. Another point of view might be found in exploring different stages of music from a hobby to 
a profession. 
The aim of research should exploring to what extent and strength the cultural enculturation, which 
musical taste, musical worldview and musical self-concept. The musical surroundings of society in 
Finland today are important targets of research, because they should form the bases for building music 
education goals for the future.     
There is ample information available about the history of Finnish music education today. There we 
could and should find the mistakes and misjudgments and learn from them. Many researchers have 
described the teaching of music education up to the 1980s. The attitudes of teachers towards different 
music styles and pupils with a musical hobby have been researched and the results show many factors 
ject in everyday school work. If we wanted to lift the 
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level of public discussion about Finnish music education, it should be done based on research results 
instead of individual experiences or the comments of a few music teachers as is occurring today (see 
Kuusisaari, 2002).   
Questions of musical self-conception should also be taken into account in connection with different 
musical development stages before the beginning of school and they should be researched. Finnish music 
education should be planned starting from the results from new research. After the research has revealed 
what occurs in the implicit enculturation processes before school age, we can begin to explore the 
directions of the development of music education. Overall, research should explore the possibilities to 
values; musical self-conception, musical worldview and musical taste 
development more effectively for the development of music education as a whole (see Ruismäki & 
Juvonen 2011). 
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